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“As Sumeru is the chief of the mountains, 
as the king is the chief of men, 

Even so in this world 

is the practice of painting the chief of all arts.” 

Visnudharmottara, Third Khanda xliii, 39. 


Dedicated 

to 

The painters of Sri Lanka, known and unknown, 
who created these 

for the serene joy and emotion of all. 
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FOREWORD 


I am happy to learn that the Central Cultural Fund has taken advantage of the 100 years of 
research by the Archaeological Department to publish a monumental series covering the 
invaluable heritage of the mural paintings in this country. 

It is well known that the appreciation of mural paintings had played a significant role in 
the lifestyle of the people of this land. 

The elements of culture, as highlighted here, have been initiated from the living traditions 
of the past. The threats to the preservation of our cultural heritage were, no doubt, due to a 
situation consequent to 450 years of subjugation. 

I would like to congratulate the Hon. W. J. M. Lokubandara, Minister of Cultural Affairs 
and Information and the Hon. P. B. Kaviratne, Minister for Socio-Cultural Integration for the 
guidance and direction given towards the resurgence of the cultural heritage of this country. 

The mural paintings recorded in these thirty volumes will provide the rural artists of this 
country a sense of appreciation and recognition of the work of their ancestors. This will surely 
result in a renaissance of the tradition of wall paintings of this country. We have to, in the first 
instance, stem the unfortunate tide of a dying profession of mural painters. As the second step, we 
have to inspire the rural artists to get back to the noble traditions. 

I would like to place on record with appreciation the multidisciplinary effort made in 
presenting an international standard production brought out within the shores of this Island by 
enlightened and dedicated personnel such as Mr. N. U. Jayawardane, Financial Co-ordinator, 
Mr. Neville Nanayakkara, Head of the Publishing Enterprise, and Prof. Leelananda 
Prematilleke, the Leader of the Research Team. The catalyst that brought these three disciplines 
together was indeed. Dr. Roland Silva, the Director General of the Central Cultural Fund. 

Let me take this opportunity to congratulate the Department of Archaeology for its 100 
years of service to a nation that is rich in its cultural property and heritage, and its personnel who 
have worked with dedication and sacrifice. Let me congratulate the Central Cultural Fund and its 
band of dynamic specialists, who have laboured for 1 0 long years and have focused the attention of 
the International Community to the treasures of our forefathers. These treasures have been 
declared today as Monuments and Sites of World Heritage and as Cultural Property of Mankind. 





tx 


D. B. Wijetunga, 
Prime Minister. 


Prime Minister’s Office, 

1 50, R. A. de Mel Mawatha, 
Colombo 3. 

Sri Lanka. 

25th May, 1990. 
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PREFACE 

AND 

ACKNOWLEDGEMENTS 

The present series titled the ‘Paintings of Sri Lanka’, and published in thirty volumes, was 
conceived as part of a one-hundred-volume record of archaeological research, accrued through a 
century of such activity in Sri Lanka. It was felt that archaeology, often misinterpreted as a 
subject of exclusive research, should also be presented in this centenary series as a discipline 
‘digging out’ information of popular public interest in a comprehensible manner. This series, 
therefore, presents a part of a hundred selected themes culled from the arts of painting, sculpture, 
architecture and other items of cultural heritage found in the island. 

The selection of the thirty sites portraying paintings has been undertaken with two criteria 
in mind. They have been chosen to represent Sri Lankan artistic trends and talents through the 
centuries, covering different periods of painting and schools of art ranging from highly 
sophisticated representation to those in folk style. In addition, the sites represent a broad 
geographical distribution within the painting context of Sri Lanka, in a north-south, east-west, 
hill-country and low-country spread. 

Several visits were made to each of the thirty shrines, and investigations conducted on-the- 
spot with the aim of providing the reader with a comprehensive knowledge of the sacred site. The 
historical context, the distribution of murals and their arrangement, the date, colour scheme, style 
and other details of the paintings have been written about. This information complements the 
coloured visual presentations using photographs. 

Among the painted shrines selected for study are some which have hitherto remained 
fairly obscure or unrecorded. The publication of such examples is particularly significant in terms 
of the mural content and the aesthetic trends expressed by these. 

Since the themes are mainly Buddhist in nature, a Pali voeabulary has been primarily 
used, except in instances where Sanskrit equivalents have become the established norm. Such 
terms are given in italics in the text, with a glossary appended to each introduction. A number of 
books which present research material on the history of painting in Sri Lanka are noted in the 
select bibliography given in each volume. There has been no attempt to synthesise this 
information in the albums, and the data so recorded is that collected from the sites during the 
survey. 


The format of these albums was inspired by the UNESCO Art Series, since this has 
established a norm in combining text and illustrations to achieve a reasonable degree of clarity, in 
a presentation of this nature. 

The authors accept full responsibility in the selection of photographs, and gratefully 
acknowledge the assistance received from the two senior photographers of the Archaeological 
Survey and the Cultural Triangle Project of Sri Lanka, M. W. E. Karunaratne and 1. S. 
Madanayake respectively. It is their dedicated work that has brought these excellent illustrations 
within reach of the public. The team of photographic assistants, from light bearers to film 
developers, deserve our gratitude. We are grateful to Kushan Manjusri for the ornemental 
sketches separating the sections of the text and Wasana de Silva for the illustrations introducing 
the Sites. 

The authors wish to place on special record, the kindness they encountered at each 
temple and shrine from the custodians of these invaluable art treasures, whether a venerable 
thero, a lay guardian or an archaeological officer. 
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INTRODUCTION 


S igiriya, the fortress hill with the renowned paintings, is situated in the 
Inamaluva Korale of Matale District in the Central Province and is about 
16 km. north-east of Dambulla. The rock is approached by the Inamaluva 
Road which turns off from the Dambulla-Trincomalee highway. The rock itself is a 
mass of gneiss rising almost precipitously to a height of more than 1 80 metres above 
the surrounding plain. Sigiriya has its sister rock Pidurangala, which is rather flat 
and elongated in comparison to the vertical and almost pebble-like form of Sigiriya. 
Sigiriya constitutes a striking vista in the extensive northern plain. It is 
apparent that King Kassapa of Sigiriya chose the rock to build his palace to vie with 
Alakamanda, the abode of Kuvera, the lord of wealth, while Pidurangala was 
turned into a shrine of religious worship. 


Geographical 

Location 
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uch has been written about the history of Sigiriya, unlike other lesser 
known places and the site needs no elaborate description. As one writer 
comments: ‘The fame of Sigiri Rock dates from the ancient period of the 
island’s history. The genius associated with it is King Kassapa (477 - 495 A.D.). It 
was he who transformed this rock, 600 feet high, well nigh unscalable and 
precipitous into the most impregnable fortress of ancient Ceylon and built a planned 
city around it. It is an epic of engineering skill that would thrill any visitor.’ 


Historical 

Context 


The archaeological elements of the site as suggested by the drip-ledgedcaves 
with pre-Christian Brahmi inscriptions, indicate the use of Sigiriya and the 
neighbouring Pidurangala by forest-dwelling monks from very early times. The 
road-links would also have connected Sigiriya with the then capital of 
Anuradhapura and the southern sub-capital Magama. Consequent to the wrath 
directed against Kassapa due to his patricidal act, he may have sought security in 
the lion-profiled rock of Sigiriya, which he developed and named the ‘Lion-rock’ 
(Sinha-giri).The Mahavamsa records that the king built a palace on the rock like 
unto a second Alakamanda, and lived there like Kuvera. All the constituent sections 
of the city of Kuvera, such as the Manasa lake, the mountain-passage 
Krauncarandhara, the red arsenic plain, the crystalline palace components and the 
passage of lightening and clouds traversing through the Himalayas, seem to have 
been appropriately introduced and symbolizedby the skilful useof nature’s gifts at 
Sigiriya. There is, no doubt, that Kassapa had recourse to the inspiration of 
Kalidasa s classical idealism prevailing at the time in North India, while his brother 
Moggallana sought aid from South India to defeat the king. Moggallana’s (495- 
512) ascent to the throne at Anuradhapura and his handing over the rock of Sigiriya 
to the monks brought about the end to this temporary transfer of city during this 
short period. Thus the Sigiriya monastery seems to have regained its position as a 
resort of the forest-dwellers called the Dharmarucikas who followed a Mahayanist 
form of Buddhism under the Abhayagiri sect and were opposed to the orthodox 
Mahavihara. The Mahavamsa continues to record that there were two occasions of 
further killings of royalty at Sigiriya in Samghatissa II and Moggallana III. Both 
these incidents had taken place at Sigiriya at the beginning and the end of the 
seventh century. Thereafter, the name of Sigiriya ceases to occur in the chronicles. 


The rediscovery of Sigiriya was made by Forbes in the first decade of the 
nineteenth century, and the rock was scaled by Adams and Bailey in 1853, thereby 
opening the gates for the study of Sigiriya from an art-historical and a scientific 
point of view. Planned antiquarian research was pioneered by Bell, the first 
Commissioner of the Archaeological Survey of Sri Lanka from 1890. 
Archaeological activities, based on Sigiriya have been greatly enhanced in the last 
one hundred years to the extent that the architecture and paintings of Sigiriya have 
won the admiration of world connoisseurs. The Sigiriya graffiti describing the 


38 



ladies painted on the rock surface, ranging between the sixth and thirteenth 
centuries, form a storehouse of evidence for the study of the history, culture, and 
language of the island during this long period. 



igiriya, unlike most other sites in this series, is predominantly a secular 
monument with paintings related to this field. The site itself had much 
natural potential for design and, no doubt, for this reason, was hand-picked 
for the modelling of a royal abode. 

In brief, the site consists of a massive stone boulder which rises more than 
1 80 metres above the plain, with a mass of giant pebbles found at the foot of this 
rock. The face of this giant monolith and the underside of the smaller scattered 
boulders formed the ground for the most exquisite surviving murals of Sri Lanka. 

The large boulder and the smaller rocks at Sigiriya were dressed with a 
sharp drip-ledge, cut above the area that the painters intended to plaster and sketch. 
The smaller rocks were converted into rooms for living, and in these instances it were 
the ceilings and the interior walls that were painted. In the case of the western face, 
however, the massive rock functioned as a theatrical backdrop to the paintings. The 
site of Sigiriya was, therefore, both an open and sheltered display of fine paintings of 
the classical era. 

The collection of paintings at Sigiriya can be divided on this basis into those 
found on the western face of the massive rock boulder, which have been exposed to 
the elements ever since they were drawn 1,500 years before and a second lot in 
sheltered caves originally enclosed by walls. The latter are considered to be 
somewhat later than those on the exposed rock surface. There is, at present, no 
accepted theory about the contents of either group, but they present much variety 
and aesthetic divergence on the basis of colour and subject-matter. 

The total area of the massive rock surface on the western and northern sides 
below the drip-ledge was painted and this could have been as extensive as 13,500 
square metres. It is for this reason that John Still referred to this painting as the 
largest mural ever attempted by man. The edge of this was the gallery along which 
the commuters moved between the summit and the water gardens. 

The paintings in the caves were much less extensive if seen separately, but if 
the wall and ceiling areas of the thirty to forty such caves were taken together, it 



Layout of the 
palace 
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could have been substantial. The bulk of the painted caves are on the western slope 
of the rock, and in the area of the boulder gardens. Many of these have numerous 
superimposed painted layers. 






he major group of paintings at Sigiriya are preserved in the pockets of the 
I rock surface half way up on the west side. Five figures of damsels floating 

Jlk among the clouds are confined to pocket A, and eighteen to pocket B, 

making a total of twenty three maidens. Most of them are arranged in pairs, usually 
consisting of a lady and a maid. The ladies hold flowers by their stems, in clusters, or 
are wrought into garlands, while the maids hold up flower trays or cosmetic boxes. 


Another set of paintings adorn the rock ceiling of Cave 7. This consists of 
apparently a large number of female figures, most of which are also arranged in 
pairs. They differ from the set painted on the upper part of the main rock in that they 
are full-bodied and many of the figures are damaged by the elements. Below them, 
are traces of foliage and the spreading branches of trees are seen in the background. 


Traces of ancient paintings are also preserved in the Naipenaguha 
(Cobrahood Cave). These consist of large medallions and several accompanying 
bands of ornamentation painted on the high ceiling. The central medallion contains 
an intricate design consisting of stylised aquatic animals with exuberant curly tails, 
confined within a border of a diamond and an ovoid motif. The decorative band 
contains a large version of an alternating diamond and circle motif, each element of 
which is formed by one such stylised and fabulous aquatic creatures: a dolphin 
occupies the circle and a swan-like bird fills the diamond-shaped pattern. A 
continuous row of stylised dolphins with their tails ending in rich swirling scrolls 
form the second broad band of ornamentation. These bands of decoration are 
separated from one another by ornate borders consisting of the diamond and ovoid 
or diamond and circle motif, flanked by two pearled rims. 


The Asana cave contains painted fragments of a scene. Two figures are 
discernible, one being a male in the attitude of worship and the second a standing 
personage, apparently an attendant divinity, holding a flower and a flywhisk. These 
figures in the room can suggest that an image of the Buddha was placed on the 
existing throne. This scene was evidently painted over an older layer of mural which 
was part of a tree and foliage scene of the earlier epoch. 


Arrangement 
of Paintings 
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igiriya stands out as the only site where secular paintings are found. These 
are represented by the paintings on the upper pockets of the rock, along 
the passageway leading up to the royal residence and consist exclusively 
of female figures floating among the clouds. They probably represent a synthesis of 
the conventional theme of flower-scattering celestials, well-known in Buddhist and 
Hindu art, and a personal idiosyncrasy of the king himself. As indicated in the 
Mahavamsa,Kassapa equated himself with Kuvera. the God of Wealth residing 
upon the Mountain Alaka. It is, therefore, possible that the whole court consisting of 
queens, daughters and maid servants too could have been conceived of as celestial 
ladies attending upon Kuvera. This hypothesis is substantiated by two facts. Firstly, 
all the figures are females in contrast to the usual convention of depicting flower- 
scattering celestials in pairs of males and females. Secondly, the ladies are not 
stereotyped generalized configurations of celestial beauties. They seem to belong to 
different phases of maturity, and each maintains certain individual traits in outlook 
and expression. All of them are exceedingly charming, and yet among them there is 
a mature and elder figure with a sedate look (plate 1 ), in contrast to the young 
maidens with near innocent charm (plate 3). Glamorous and candid female figures 
(plates 8, 15 and 19) appear side by side with static ladies of proud and thoughtful 
mien (plates 6 and 13). A rather inelegant serious-looking and barely idealised 
figure amongst them (plate 17) seems to recall the typical image of a duenna. The 
ladies often appear in pairs, each consisting of a yellow-complexioned damsel and a 
dark-coloured one. Many such pairs were apparently meant to represent a golden 
royal lady and her attendant dark-skinned maid and yet one such pair (plates 4 and 
19), golden-hued and dark-skinned, appears to be equal in status floating side by 
side in the same proud attitude and wearing nearly equally rich ornaments. The 
blouse worn by the dark maiden (plate 4) is not always an indication of a lower rank 
as usually assumed, since it is also worn by another golden lady (plate 4) as well as 
by her maid. The dark skin, usually considered a sign of lower social status and less 
refined type, is evidently not confined only to the ladies’ companions. This note- 
worthy feature in the Sigiriya painting recalls an item of information concerning 
Kassapa’s household as told in the Mahavamsa. According to the chronicle, 
Kassapa had two favourite daughters, Bodhi (light) and Uppalavanna (blue lily- 
complexioned), together with whom he consecrated the newly reconstructed 
Isurumuniya temple, renamed as Bo-Upulvan Kasubgiri-vihara. This pair of light- 
complexioned and dark hued ladies (plates 4 and 19) could, therefore, represent the 
two royal princesses whose complexion was apparently reflected in their names, 
deified as celestial beauties roaming the paradise of the God-king. 

The paintings upon the rock near the foothill also contain a number of 
female figures, most of which are now seen only in outline. These differ from the 
ones on the upper rock surface in that they are depicted full-bodied, some in an 
attitude suggestive of flying in space and others in a state of static stillness. These 



Subject 

matter 


41 



paintings, apparently made in a later period, must have been influenced to some 
extent by the celestial/court ladies in the upper passage, who have made a deep 
impression upon all those who beheld them through the centuries, as evidenced by 
the graffiti. The later artists, in adorning the lower caves, a century or two later 
probably retained the memory of Sigiriya as the mountain abode of a divinity, and 
therefore, considered the theme of celestial maidens showering flowers as an 
appropriate subject for their contribution. 

A later series of paintings in the Asana cave is, undoubtedly religious, 
apparently dating from the time when Sigiriya had again become a monastic 
establishment. One panel depicts a worshipping scene. Two figures, one in the 
gesture of adoration, another apparently standing holding a flower with the right 
hand and a flywhisk in the left, form part of this scene. In an earlier period of 
painting is the representation of a grove consisting of trees and foliage. More trees 
and foliage motifs adorn the ceiling of Cave No. 7. 

Fragments of rich decorative motifs, similar in theme and style to those 
adorning the ceilings of many caves at Ajanta, are preserved on the soffit of the 
Naipenaguha (Cobrahood Cave). 



he paintings of Sigiriya belong to several phases of execution. The earliest Date 
I are those assumed to have been painted on the upper parts of the rock face 

A during the period of King Kassapa, at the end of the fifth century. This 

traditional date assigned to the paintings seems acceptable on stylistic grounds. The 
earliest graffiti in the gallery below, datable to the sixth century, refer to these 
maidens painted on the rock. 

The paintings belonging to Cave No. 7 appear to be of a later period probably 
of the late sixth century. This hypothesis is based on the use of the dark Prussian 
blue colour as against the Lapis-lazuli of the fifth century series. The figure style 
seen here is not far remote from the fifth century norms. However, the ornaments 
used here include the sacred thread (upavita) which is not a part of the mode of the 
fifth century but is a regular feature found in Indian painting and sculpture 
belonging to the end of the sixth century and later. 

The painting of the Cobrahood cave can also be assigned to about the late 
sixth or the early seventh century. The decorative motifs shown there, especially 
those of the stylised animals, are similar to those found in Cave Nos. 17 and 1 at 
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Ajanta, which are dated to about the sixth and seventh centuries. The exuberant 
trends in these depictions at Sigiriya, bring them nearer in style and expression to 
the paintings of the seventh century in Cave No. 1 at Ajanta. 

The worshipping scene painted on the ceiling of the Asana cave possibly 
dates to about the twelfth century, with a style comparable to the paintings at the 
Tivanka Pilimage at Polonnaruva. This has been painted over an older layer of 
murals representing a foliage scene, a part of which is seen and which could be dated 
to the sixth or seventh century on the basis of the graffiti indited on the painted 
surface. 



he dominant colours used in the upper face of the rock are yellow, burnt- 
I sienna, brown, green and white. Y ellow is used in two different tones, that 

ilk is the golden hue of the skin of the noble ladies in general, and the light 

creamy colour seen in the blouse of one of them (plate 4). Green is usually copper- 
green, and rarely the light leaf-green which is sometimes seen in the head-dress of 
the ladies. The white is often applied to pick up the ornaments and the white of the 
eyes, while the outlines of the figures are usually in a brown tone. Pink appears 
occasionally in flowers. Grey is rare but used in two tones, light and dark, as seen in 
the head-dress of the lady with the creamy yellow blouse (plate 4). Light blue, which 
has been claimed as not being used in this series is actually found, applied sparingly. 
This colour was reserved for special features such as the eyes, the gems upon the 
tiaras and the wristlets. The background colour is a mixture of various shades of 
lighter tones, though dark grey or black has been used behind the figures to 
highlight them in a few cases (plate 15). 

In Cave No. 7 below, the outlines and shading are in burntsienna. The 
bodies of the figures are in light yellow. The green stripes of the dresses and of the 
foliage appear to be copper-green. A dark Prussian blue has been used here for the 
stripes on the skirts of some of the ladies. The background as seen today is a light 
cream. 


In the Asana cave the background is again burntsienna. The foliage is in two 
shades of copper-green. Yellow seems to have been used sparingly. The layer of 
plaster which contains a later painting is whitish grey, with the outlines of the 
figures drawn in black. 

The red colour of the paintings in the Cobrahood Cave is also burntsienna 
The green used in the background of the circle and diamond motifs and in the studs 
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of the borders is a copper-green. Blue is applied rather profusely to the background 
of the scroll motif. The yellow in this case has been used extensively to provide a rich 
golden effect in the overall design. 


work attitude of the painters at Sigiriya seems to have been swiftness, 
I rather than a laboured and precise execution. This is apparent in the line- 

JIL work of the body and the facial details, and in the single-layered 

pigmentation executed in one sweep of the brush on a wet surface. This technique 
has provided volume to the figures by the application of a single brush stroke along 
the outline, unlike at Ajanta where tonal gradation of colour is used for this purpose. 
There is no artificial highlighting of prominent features by using white as applied at 
Ajanta. Instead, the subtle application of colour as seen at Sigiriya makes the 
figures glow as if with light from within. Since the paintings on the main rock 
surface were to be viewed from afar, there does not seem to have been any necessity 
to work out the details finely. All the figures are seen to float in space behind the 
clouds. The clouds are generally patches of colour although some are marked with 
broad wavy lines. 


The eyes, nose, lips, chin, breasts, waist and hips of the ladies, all reflect 
classical ideals of beauty. However, there are individualistic expressions reflective 
of mood, age and action. The artist’s corrections of the positions of the hand and 
occasionally even of the shapes of the breasts and the nipples can be observed. The 
ultimate mood and personality of the painted figures have been brought out through 
the expressions of the eyes rather than through their postures which appear to be 
conventional. The hands and fingers holding flowers, however, are always elegant 
and expressive of their light and delicate touch. The flowers carried in the hands are 
realistically painted and at the same time idealistically presented. One usually 
notices a marked difference in expression and attitude between the mistress and the 
maid especially when they are positioned side by side. 

Two types of feminine garments are used. The ladies are usually depicted as 
being bare-breasted, but the bodices are worn by some of them in contradistinction 
to the standard custom where such a garment is usually confined to women of lower 
status. Here, at Sigiriya, it appears to have been used by mistresses and maids alike, 
although the latter are sometimes seen wearing an additional breast-band. A 
characteristic lower garment worn by the figures is the vertically striped skirt with 
its knotted ends pleated and displayed. The wristlets which are constantly used 
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belong to the multi-ringed type with studs of precious stones. The regular type of 
neck-ornaments consists of a large circular pendant on chain, worn together with a 
multi-strand pearl necklace. The armbands consist of a series of pearl strings. The 
ear-ornaments are of two types, those in the shape of large discs and those with 
heavy pendants. The head-dresses are either floral or of the coronet type. 

The figures of the later work in the lower caves are different in their 
representations of the complete body. However, these are so badly worn out that 
there can be little comment with regard to style. In any event, these figures too have 
attempted to reflect the classical ideals of beauty similar to those portrayed on the 
face of the rock. They also seem to float in space, as suggested by two of them, their 
legs bent backwards being in a typical flying attitude. One of these ladies here is 
seen to wear an upavita which is not found in the series above. A disc-shaped ear- 
ornament and anklets are also observed in this figure. The black sketch in the Asana 
cave is an outline of possibly a flywhisk bearer and a worshipper, in a style 
comparable to the twelfth century paintings in the Tivanka Pilimage. 

The foliage examples seen in Cave No. 7 and in the Asana cave consist of a 
variety of botanical types. Stylistically they are quite different. Those in the Asana 
cave conform more to the conventional type and display at the same time the use of a 
dark background. Cave No. 7 retains botanically more accurate sketches executed 
upon a light background. 

The decorative motifs in the Cobrahood cave record a sophistication 
unparalleled in the art history of the classical period in Sri Lanka. Adequate designs 
are still found on the ceiling to reveal a decorative scheme which is remarkably rich, 
grand and well-ordered. Imaginative and stylised forms of a water-bird and a 
dolphin have been incorporated into a geometrical diamond pattern and into a 
circular medallion type. Animated forms with all their vigorous movements and 
intricate details are thus made to conform to geometrical shapes of squares, 
diamonds, circles and straight lines. More attention has been paid to the details and 
the colours here than in the case of the paintings on the upper face of the rock. 




M any have attempted to compare the Sigiriya paintings with those of 
Ajanta. In this regard the flow of influence has to be considered from the 
point of view of those paintings that are earlier than or contemporaneous 
with Sigiriya, and possibly also from other areas of art like sculpture. 
Unfortunately, the examples found at Ajanta that are previous to Sigiriya are rare. 
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Those that are earlier than Sigiriya include certain panels in Cave No. 10, while the 
majority of the paintings in Cave Nos. 1 6 and 1 7 may be more or less contemporary 
with Sigiriya. This attempt to compare the two sites has been based on reasonable 
deductions, since there are clear stylistic similarities between the two sites. The 
figurative style and the ideals of beauty expressed at Sigiriya also find parallels at 
Ajanta. The artists working at both sites closely followed the classical Indian 
tradition. The Sigiriya ladies are equally full-breasted and slender-waisted but lack 
the visibly sensuous languidness of the Ajanta figures. The celestial/court ladies at 
Sigiriya carry a poise in keeping with regal dignity and spirited alertness. Their 
inherent sensuousness and vivacity seem to be toned down by a touch of calm intent, 
serious purpose and firm conviction, which appear to be the hallmark of the Sri 
Lankan plastic arts from earliest times upto the end of the Polonnaruva period. 

It is clear to any observer that there are two distinct types of physical 
representation at Sigiriya. One is the northern Aryan type with full body and of fair 
complexion, while the other the slender form and of darker hue. The first is the more 
prominent type found at Ajanta, whereas the other is also represented in a minor 
role such as those depicted in Cave No. 2. 

Jewellery seems to have been used sparingly at Sigiriya, perhaps due to the 
height of the paintings from the viewer. Alternatively, the accent could have been 
intentionally laid on the graceful forms and lines rather than on their trappings. The 
type of jewellery worn by the ladies of Sigiriya shows features in keeping with 
Indian traditions of the Gupta and pre-Gupta eras as is seen from the paintings and 
sculptures. The type of wristlet constantly worn at Sigiriya and used only sparingly 
at Ajanta during the Gupta period conforms to the archaic modes of the Sunga, 
Kushana and Andhra styles. The combinations of necklaces of the style used at 
Sigiriya compares well with the simple types sporadically used at Ajanta, specially 
in Caves 16 and 17. But Ajanta paintings show a distinct favour for the more 
elaborate types, and the chain with a heavy medallion is frequently replaced by the 
more delicate pearl strings. The metal coronets worn at Sigiriya find parallels in the 
Gupta type of head-dress used at Ajanta, in painting and sculpture, and in the 
sculptures of the Western Calukyas from the end of the fifth century onwards. The 
flower-wrought hair-styles of the Sigiriya ladies appear to have been a legacy of the 
Andhra/ Amaravati conventions but were not substantially in vogue at Ajanta. 

The dress follows the Indian convention, but displays localised features such 
as the favour for vertically striped skirts which are rare at Ajanta, and the mode of 
wearing breast-bands together with a bodice. 

The lady with the upavita depicted in Cave No. 7 compares well with certain 
sixth-seventh century panels at Ajanta. The physical form of the figure seems to 
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show a relaxed softness which is typical of Ajanta, and is seldom seen in the group of 
celestial/court ladies on the upper part of the rock. This can also, perhaps indicate 
another wave of inspiration from the late phase at Ajanta, in the sixth-seventh 
century period. 

The decorative motifs on the ceiling of the Cobrahood cave are similar in 
style and concept to those found in Cave Nos. 1 7 and 1 at Ajanta. However, the 
exuberance of the design at Sigiriya seems closer to the seventh century style of 
Cave 1. In spite of the inspiration of Ajanta the artists at Sigiriya display much 
originality in the successful integration of the animal forms into the strict geometric 
frames of diamonds and circles, and these are without any parallels from Ajanta. 
Moreover, the artists at Sigiriya seem to have been selective in the use of the animal 
forms, and confined themselves to only two species of aquatic creatures, namely, the 
water-bird and the dolphin. 
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GLOSSARY 


Arimbuva 
Katarolu (flower) 
Sapu (flower) 
Tali 

Upavita 


Vatakolu (flower) 


- A decorative motif formed by a row of circles 

- (Katarolu) A creeper bearing blue flowers 

- Campaka flower ‘michelia champaka’ 

- (Tali) A large pendant worn by women 

- (Upavita) a sacred thread, worn around the body by the members 
of the higher castes of the Indian social system, and by noble and 
divine figures in Indian art 

- (Vatakolu) A creeper bearing yellow flowers 
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PLATES 
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SlX) d-(§ sD^s<DzD 2S^a qqf gd aqqd^ o&cs diOcs ^njf <7^25? c5^?d<^G>c3 

^2 cDisJcssd Oitsis^ ^!s<s s)c^ac2 ^Q<ss oScstSus edo 'SS a(j2f>’ &aa® 

qo&a j-q)(Cqa Cf-i© asc' |'iI>(§£D s^c; a<s^(s vs® a<®C sSsjjca sii'vsD 

ca’isa ,s2Dj(^sffi)2j) aav^a eai®«s5v3<s. f^s-sdgesp vs<-q (jacj)’ £^q.i^ a^ajs^ o^a®aej isa<^ 
qig ©a ij^asS ^ aooa) ssotsss^L ^ SssjJ^i&csD x>j£s)jss>3ss dQdiOad) ssSb ^iss (^cs eSc 5S>5(; 
3G~SISS) &§3a!3 0(5 otaoojd Cf5 iSSffl v^ ®a^2if C}sde6€c 5da>a aa»® cdo aa esdiwajO 
esz-cdOd S&d SmcDn adq^D dsoaxiafs^s) sz>d£)gd i^afeb c^o 

PLATE 1 - LADY WITH FLOWERS 
Rock-Face, Pockets A and B 

The I ady is holding a sapu flower in her right hand and a bunch of three flowers (two red lotus 
buds and a red lily in bloom} in her left The figure shown in profile is among the best 
portrayals displaying classical beauty The heavy bosomed figure with a slender waist, a 
persuasive belly and rippling curves, seems to pulsate with life under the hand of a master 
The coiffure is arranged in a top-knot and is decked with flowers that are held bv a fillet, the 
edge of which seems to flutter in the breeze hovering over her head; a feature which remains 
unexcelled in ancient classical art The artist, in capturing the half-closed lotus-like eves 
gazing at the ^apn flower in front, has infused a mediiative air into the mood of the ladw She 
seems to wear a jacket of thin transparent material The details of the jewellery are shown bv 
mere suggestive brush-strokes, to be further envisaged by the visitor from a distance. 
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PLATE 2 - nNGERS AND FLOWERS 
Rock-Face, Pockets A and B 

Detail of Plate 1 expressing the delicacy with which the fingers are holding flowers. The 
hands and the flowers form a perfect and balanced composition, against the fine contours of 
the breasts and of the belly, marked with the traditional three curves of beauty. 
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3(553 fS^SiSsi 3Ss) ds>£s) SiSyiS' 3(i33j5 f^S^si s-d sic33 i^ccJ 533 £5 

PLATE 3 - GOLDEN-GREEN AND DARK-HLED ONES 
Rock-Face, Pockets A and B 

The pair of golden-green and the dark-hued maidens are so beautifully described by the 
Sigiriya poets. They compare one to a yelloss- ‘vatakolu’//o>ve/- here seen entwined with a blue 
‘katarolu’ bloom. The golden-coloured one with her nude upper body bedecked with carefully 
selected jewellery and the hair decorated with a tiara, displays classical beauty with 
feminine agility in a vivid manner. The maid, wearing a red transparent blouse in addition to 
the ornamental jewellery, is holding a tray of flowers in front of the golden lady leaning 
herself in a gentle and cordial gesture. 
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PLATE 4 - FLOATING AMONG THE CLOUDS 
Rock-Face, Pockets A and B 

A dark-hued maiden floating among the clouds is shown in a graceful balanced movement 
with her hand gestures, as if gliding away from the golden one ! Plate 19 1 . She wears an upper 
garment of diaphanous cloth covering her full bosom upto the neck. The striped lower 
garment is the favourite skirt worn by these court ladies. The elaborate coiffure is of 
exceptional elegance, consisting of a rich gem-studded coronet. There is nothing to indicate 
that she IS the maidservant of the other one (Plate 1 9i. She wears equally rich ornaments and 
e\en appears to play the lead role among this pair Perhaps she is a reflection of the dark- 
skinned daughter of the god-king, princess Uppalavanna, seen in the company of her fair- 
camplexioned sister, princess Bodhi (Plate I9i. here immortalised by the painters of 
Sigiriya 
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PLATE 5 - MISTRESS AND MAID 
Rock-Face, Pockets A and B 

Mistress and maid in a parallel pose to plate 3. The lady seems to be depicted bare-breasted, 
while the maid wears a thin bodice with a fine wavy pattern. The mistress has 
apparently just picked a sprig of sapu flower from the tray in the hands of her maid. 
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PLATE 6 - GOLDEN LADY WITH A SPRIG OF SAPU 
Rock-Face, Pockets A and B 

A detail of plate 5, showing the golden-coloured lady holding a sprig of sapu bloom. Her 
broad and tilted hip contrasts with the narrow and taut waist; these together with the full 
round breasts, bring out the most expressive display of feminine grace. Her gaze, however, 
seems pensive and contemplative and the lady looks more serene rather than seductive. The 
selected position of her hands adds vital balance to the whole composition. 
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PLATE 7 - BANGLES, FINGERS AND A SAPU SPRIG 
Rock-Face, Pockets A and B 

A detail of plate 6 showing the right hand holding the sprig consisting of a full-blown sapu 
flower flanked by two buds. The details of the flower establish its unmistakable identity 
The painting has, moreover, brought out in full the delicate beauty of this flower, reminding 
those who know it of its subtle scent which still seems to fill the air at Sigiriya The floral 
bunch provides yet another pose to the manifold ways in which the blooms are held by the 
different ladies of the Sigiri Court. 
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PLATh 8 LAD'i WITH A W ANTON TOOK 
Rock-Face. Pockets A and B 

A golden-hued damsel di^playin^ an unusual pose nith her head lilted and the (>1?? fixed 
towards a pejint in space The lines of the fif ? and the mouth are most expressive, while the 
movements oj the Jingers and the details uf her ornaments appear to he more variegated than 
in all other (.ases 
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PLATE 9 - FINGERS AND FLOWER 
Rock-Face, Pockets A and B 

^ hand pose where a maiden tenderly holds a sapu flower with her soft and slender fingers. 
The pose is very similar to the one illustrated in plate 2. but in this case it is balanced by the 
other hand bearing more sapu flowers. 
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PLATE 10 - FAN-LIKE SASH 
Rock-Face, Pockets A and B 

The lower part of a dark-hued damsel showing the details of her cloth decoration. The 
upper part was destroyed by vandals in recent times. She seems to wear a tightly draped 
skirt, the end folds of which fall in a broad fan-like sash spreading out from the waist. The 
colours of red, green and yellow contrast with regal lustre. 
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PLATE 1 1 - WAIST, HANDS AND BOSOM 
Rock-Face, Pockets A and B 

A detail of a golden-hued lady with a leaning body and with a typical hand posture. The right 
hand holds a cluster of flowers while the other is slightly raised with the palm turned 
upwards as if to regulate the fall of flowers. The brush-strokes applied expertly and swiftly 
along the subtle cor^our-lines give such gracious form, a pliable volume and an illusion of 
softness. 
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PLATE 12 - OBLIQUE LOOK 
Rock-Face, Pockets A and B 

The questioning glance of the golden-hued damsel, with characteristic hand positions. The 
subtle swing of the figure looking back, with the shapely body still turned to the fore adding 
unusual charm to this rhythmic pose. Her jewellery and pearls compete to fall over the 
bosom of perfect form. The broad sets of wristlets lining the long arms are the same as those 
worn by others, but here display an unusual glow due to the expert touches of colour. The 
lady wears a transparent and fine-textured bodice and head-orjiaments made of leaves and 
flowers. A few I ines, representing the primary sketch of the artist, can be seen above her right 
shoulder and near her left arm. 
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PLATE 13 - THOUGHTFUL ONE 
Rock-Face, Pockets A and B 

A slender lady with slender stature holding a cluster of flowers in her right hand, while the 
left is stretched across her body in the usual manner. The flowers ornamenting her hair fall 
over both shoulders covering them like epaulettes. The breast-band worn around the bosom 
is seen through the diaphanous red blouse. A monochromed skirt covers a part of the waist, 
with a broad sash flying off the left hip. 


78 










£'0£3c 3 14. e)^ a» 2SoS ®<s)43 

w ese^ 3 

oid C3fS)^& zsy5 Si^ZKicd Sjxic o&dddsi c^sso sstsc^sd SS>Dq &s^s)ss C^cS s^td 

ssC £5 cfsdsQS) Sg^S op sjc^s o3da<i^'d d^do ^s) SxsS) Sg)}(^ gSb«£(3ci €>i^s)sd ^<;D 
Olds ^*9 ^ ^d saQ^ &SIC. tQOisis). zo adats ^oOd(^ oeto c%co^3 

d^Ovid aag&&2id tStdi^ds) adc di^sd SSdO csosjcsks isj< 3 <^a<sd gtd^daSSa zo o3€6xs) 
aSiztd&cs Sg-e§ s>d3. 


PLATE 14 - FLOWERS AND FEMALE FORM 
Rock-Face, Pockets A and B 

The golden-hued body has large round breasts and prominent nipples that show through the 
diaphanous cover The left hand holds gently a delicate sapu flower in the palm. The large 
and heavy thali sporting an outsized central gem contrast with the soft strings of pearls 
decorating the neck, chest and the arms. These together constitute a simple and yet grand 
combination that enhances the beauty and richness of the feminine form. 
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PLATE 15 - GLOWING EYES AND RAISED BROWS 
Rock-Face, Pockets A and B 

One of the paintings that escaped the recent despoilation by vandals. The figure with a 
slightly tilted face and with long and lotus-petalled green eyes is seen gazing into space, 
elegantly holding a sapu flower by its stalk. The raised eyebrows reflect a rather exaggerated 
upper lid but the expression is still calm and dignified. The soft contours of the body have 
been visually picked up by the application of a dark colour around the form. The figure thus 
glows, as if with inner light and life, in a remote corner of the rock pocket. 
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PLATE 16 - DISTANT LOOK 
Rock-Face, Pockets A and B 

The face of a golden-hued lady displaying characteristic classical features. The oval face, 
with long and highbridged nose, eyes like lotus petals and curved-up lips is executed in a 
masterly manner which speaks of the high excellence achieved by the artists of that age. 
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PLATE 17 - MATURE LADY 
Rock-Face, Pockets A and B 

The head of an aged lady in profile. The body is completely destroyed. The coiffure is 
arranged in a large bun tied with a ribbon. She wears a giant earring which balances the 
composition of the facial features in a striking manner. The figure represents the eldest 
among the maidens at Sigiriya. Her serious and mature look qualifies her to Junction as the 
duenna in the harem of the god-king. 
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PLATE 18 - FINGERS AND FLOWERS 
Rock-Face, Pockets A and B 

Another way of holding flowers at Sigiriya. A detail of plate 17, showing only the hand 
holding a cluster of flowers tied together with a curling ribbon. The fingers are as stiff as the 
expression on the face of the grand lady. 
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&QS§Os^ Sc3 c3 is)(5 saii^esl <s(Dts S3ts c^a om^ <S9a) cf^cSatdO ?c3 yd®* o^ao 

( 5 <dtoa) $>(5 cft^adtsS &d cDtoao «) ®0 soj/dj a^Se© < 7 Sto (Tsto < 7 ^ 6(5 ddtsdo cpQtsT5c3tSts5 <;csi£>Q. 


PLATE 19 - GOLD-LIKE SKIN 
Rock-Face, Pockets A and B 

This golden-skinned companion of the dark-hued maiden in plate 4 may have been an 
idealised image of the royal princess Bodhi, the sister of Uppalavanna and the daughter of 
the god-king of Sigiriya as described in plate 24. Holding a cluster of flowers in her right 
hand, the damsel delicately raises the fingers of the other as if to select the choicest of all 
beautiful flowers to spray the visitors below. 
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i>C5s5>c3 20. cStbSgt) SM ©dStODc) 

csa^cScs, d CSS) S !sQ2si 00(5 

5<9<3' SsgfiisS® (ytscf ©sJafesjd' ga)^ ssnaisa diOSQd dsBssf ®«>c3 Ba oitS a. S^(skt<sc3i^ <sS> 

g<DCi Se^SSi cs^) d&is>c 3 sS as> (saj^ tsdSsfissS as> <s(;aa^<sd €> c^ODjSks (ocs)§ tsxdO) &sts> (fits. 
ddQsi OiCDi& cciS3 diOcs dt^ cgd q&id@ g§£d®d 65e) cOdGoB a3gd«6 cfoca (sa^&Sai 
<;ssfe5, Btdaassd&^Sca coi^BQ} cstd < 3 csa(^. tsch cd&d. cdtso) ascsfOd ax> 0 an a)g 

S®C ‘sS>(3d Cfitad fdcsBO &S>i<sc)3 D®B(^qc 3 ao dsd (fXDd-e 6 . sxi (foCD d 0 tsx )0 <fi&d 
(s>tS>iS(CgdQc3 SD §c2oaydsx)0a odcso S3. (^Siax^ SS3 S>id^ dStscsd 5Std cdtS)d&<Sc 3 id dd« 6 tsx) 
CiQOsS qesd q^cs SaS c^a^ssiScs® OidisO c^s) e)(5 dgtsesf (Sgdzd c^a agaa ax^sf cDafeoj 
issksCD£Dxdc3 cddjSg ISC, a 3€10 ©cng ssg ssod q^SB S33. q^isd d^ocs <; &g.e 6 &(j3ae^ &d 
ssa&cstsB SKadStz s^siodSts Sg^ sc 3 ^e 5 <;dc 3 c 3 id gqdcszsya a>dS. sssawdcJ B(ySax>Bs>B atsxd g 
qi&d Sgtgo B^ts>iO S3 g Si^aiSsd £?c5 cc^afeS q^csisd Bde 6 Bsl tsmsO di3<scQ S&Dq ao 
ssoBssca «g(gsf ^dsBS. 

PLATE 20 - MISTRESS AND MAID 
Rock-Face, Pockets A and B 

Perhaps one of the most beautiful pairs of ladies among the Sigiriya murals. This pair in 
particular has attracted the attention of both the connoisseur and the average visitor. The 
goldenfigure is shown in perfect profile in the act of opening the petals of a red lily using both 
hands. She holds her pose with a seductive glance, turned-up lips, drooping shoulders, 
prominent breasts and with creeper-like arms. Her coiffure and jewellery, her clothes and 
make-up, are but comely features unsurpassed by her grace and beauty. She must have been 
among those so vividly described by the visitors to the rock in ancient times. The maid 
fol lowing her is carrying a tray of flowers, glancing down in a modest manner. But her figure 
also displays intrinsic aesthetic finess, typical of the work of a master. Her hair is arranged 
in bun-like fashion, topped by a jewelled tiara. Her colourful breast-band shines brightly 
through the diaphanous blouse. 


92 








^qzsks 21. ^caSc) gfi>gK3eb-®63cs sS<3^ 

o56c 5 C33^cic5, d SCO § sgr) adc 

(70 S(S0 § fScsBO &Qidi^ 0(5 s^isiQfS 20 do 5^ ac^Swd Sdisd SoxrtjiS. c^Std €)DD€>0 
Sx^iS !S>(5 £0 Sc 3 7(^05 ®®o &<oBts cfts sn £X)^(CiSoo o<5^ ddb <sa»7 oiSofes' ffl)c)«d Sg) dOtojCO 
<p€djo-e6c3 <S(5® c^oB S(^3c2j §Qsi 70 S(®c) ^ f3c3€>c) age) oo&siOiSxa 0(g a)Otd &a<stsi. 

Q&q, (:fi&($QeSid tsdea q<; <s&^ (sDesa Stca 700)03 <a5Sb Siaot^SO Saj c3(5‘5<o sQ^coa <a(x>o (Soo®^o. 
.^C? (aasoo (S^Sfrf (5 ®>o oood C30 d£g a>[D0c3 7^0. 


PLATE 21 - CORRECTION OF HAND-POSE 
Rock-Face, Pockets A and B 

A detail of plate 20 showing a correction of the hand-pose. The artist seems to have changed 
the hand-pose, to achieve a better balance in composition with the other that is holding the 
flower tray at shoulder level. However, in making this instant change he had made no 
attempt to remove the rejected lines and instead painted the breast-band and the red blouse 
over the trace of the old sketch, which in any event, cannot be seen from a distance. 
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d0csc2 22. <PiSg 003 

adiots) d cscd § -s^sj odg 

£>^sf oaf ®b<s«D(5 &c <7*<^ < 7 ^a^ isdOQ (Sfote® /jSdfSx) laaafOo) 20 Ots dcaxscd 
BdadcsiS. &i^Q€> CfCptsod Bq dBsx>Dtsf ®«5 <s«a£), S<54^ (5 s53p« 6 aSra 05(5 ®q)(§« 5 ^ @c55b o®a»az 3 
<S(^6 ^^af @C3?af^(^coafe)ss Bd^af S&O Sc® (3<s® o^gdiQ Sx5Sf>96aaS QSksO s>^03. 

PLATE 22 - nNGERS AND FLOWERS 
Rock-Face, Pockets A and B 

A detail of plate 20 showing a lily held in the left hand while it is being opened with the other. 
Apart from the beautiful composition, the broad brush-strokes infused with tonal quality 
suggest the creation of a skilled hand used to weaving classical techniques into an aesthetic 
fabric. 
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Scad ogca — {f“«® 7 ©gss) 

<7<siSo (cSd 3<^Oj j» 5>)0<P25) ad i9<5; dzs ct^si o^sSis fScsS&sSsi cpSd cn^sSSi 33is 

CCao^Sa) (;:jd£a) codts&i 5 &^!3 StgcssS s>iCjLq^t. &^sk2 g^cScPzsca ascSii) fi<Sffl’ fcoDcsO 

gS>Sdi(^D fls) a^Dd od dss SaO^ &&3 SigdS qiCds! ^ csSewdTs Btg .swaQcs cf^sd g&dxjx 
G)dd. C sd Be <; ^addjQcsBBc S&3sS'S<2si cfdec oSsn^ Oid^ aBgpc; adzoSad oerf isdSsj 
ad&s) (js3®^ •sadSd op s>c^ cSisi^ ^ gScsjQ S>(^ Sd-eoa csSa> ^ S)d-e6 cso^scddsxs epax^ 
£d-e6 c3oS<ddiSi^D c^diCS ^3 

PLATE 23 LADY WITH RAISED FEET 
Inner Ceiling - Cave No. 7 

The best preserved painting of an airbound maiden displaying almost the whole body, with 
the legs bent at the knees, in the pose of flying. The shapely body displays full breasts in 
contrast to the slender waist, a style that still echoes the classical idiom of the Sigiriya 
masters of the fifth century. However, the proportions of the limbs and especially the arms, 
show the waning features of the older tradition. The colour scheme conforms to that of the 
earlier period, with the addition of Prussian blue 












600)03 24. ec33«)JS) ffdCSdDt) 

<fjt^gc8 Bassi o>ct3 ~ 7 (5(5in 

as<Sdi3d diCS3ssa&c3, 8S^5S. £)<5«g csascsidsocs. <p^ (3d®<^(Sd odOzs QaOsd &s^0S> m 
z?s)2sss)ss c3}Smacsi qdzz &c3oSjsl> (jdcsdjQS. aa>3 csS !S>c3 i^gSsf aSissv^a> <7iC® ^<s)<sd' cdca 
cfOddoQtd sositgS ssxdS. 


PLATE 24 - FLYING NYMPH 
Inner Ceiling - Cave No. 7 

A flying nymph who bears a great similarity to the fiftkcentury paintings on the rock in the 
formulation of the body contours, the hand positions and in the colour scheme. The figure 
records a rare phenomenon in the mode of the dress, in displaying a short lower garment. 
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i)0!3c3 25. S)Q cpdssdoscy 

tfiCgeo) 8 csb5 cb<3c 3 — tfoo 7 ocro 

£^^£D < 7 i’C SSzo qdadjQts <sd csSaxsd stsoOd sasiSs} csct^^ <s€>& ^03. <sB 3cs&&S> (fi& 

OiCDr^S caist-s^ soSi adSQts t^addxsd 8^ asSSxsd (aox; ®g <S!SdCi§ 9<S^S &(^ Q6«^ 3. 

PLATE 25 - CELESTIALS IN BLUE 
Inner Ceiling - Cave No. 7 

Some traces of celestial women showing lower limbs covered in a striped skirt. The most 
significant feature in this painting is the presence of a dark Prussian blue pigment, which 
colour is not used in the main series on the face of the rock. 
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©0j3)c3 26, &c33^ts) ifdadK) 

S<at5i «3»Cfi5 — <P“® 7 ®( 5 o> 

acsjdeffl fdcs&SgSd <fcod OSsa Oai isosStsuQed SydiO^oa iSi3S>iS. aSOts CB«ic5&i fxsg 
<;tdeaO s}i& csS escs coSdiScsc) eda <; <;idtsO (^@ 3 . 


PLATE 26 - FLYING NYMPH 
Inner Ceiling - Cave No. 7 

One of the women shown in the attitude of flying in space. Unlike the paintings on the upper 
rock face, this figure shows traces of the lower limbs as well. 
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6C®o 27. geiScs coo 

(fleets Scari ojcts ~ 9°® 7 <sqs> 

fooig odSOts as^dxsd St^&tsO ssde>ssi gdO oSbrD d(sCDa^ &(^3<2 (ig€6<sc3d Sso ^ ®(;s3/ cp&tsi &a>ts) 
Scto tsot^tsoOts serf DiDazOiS adDi& QcsOcsD Cfat^ aSmiQB B^QqD Dch &a Soajf &dJ <s<;ssssS 
agO § 3S sosai 


PLATE 27 - DAMSEL AND FLOWERS 
Inner Ceiling - Cave No. 7 

The outline drawing of a lady holding a flower which is somewhat similar to a painting on the 
upper rock face but of poorer technique. This series was apparently executed one or two 
hundred years later than the fifth century masterpieces. 
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i)(3«S)c3 28. @<5®c3e3} 

<^ca©CB Bcsoi ©CoS — fpea© (Qonc) 

(S<^£to«5 (&3^ £b a%<S c^oc3<S. oafoSfflf <^«afeoc) (7^/S £)c5«6 ofi© ^ QiDats o<s)«6«rf fdcSS 

aSDexsd fo^ SdS csoCsc? ScqScqOS) asS&csD Ocb agaxxSea &&al <saei£>ts <s€i Sesc)& jra^® 
Bk;€> tsOQEQ s&S. aea sesxxi ‘^&QQsS ex Oit^^ e>a dl^sceif a&sdBs) qf^eSchesxcf g^<6 
(3<p(S<sxi Dts Qaekxi sco^aiffid'^eB &£ha) 3S&sa)3 St^S&cO oSba) a)€s^ i;e^03. 


PLATE 28 - DIVINITY 
Inner Ceiling - Asanaguha 

A figure probably of a divinity. Only the outline of the painting remains, with slight traces of 
colour. The painting belongs to the uppermost layer of plaster, indicating a later date than 
that of the series in the mural pocket up on the rock. The oval face with thick lips and a broad 
smile is reminiscent of the paintings of the twelfth century in the Tivanka image-house at 
Polonnaruva. 
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{^025)0 29. Stag 8D0)Sc3 coSacasd 

Scssi ®<56S — erjcjro 

S5D atjts)c3!s<3csd aS)s}8ts g c^oSzocsss^ S<§^ fiBf&J'jsi ^-c^cPiDcasD <g«s»o>o<S. Safaxicsdfcs&a dO^DeStsf 
S cJig og tzQacs f^S&d !saQ(sSS!si aSafiSXi coSss Qd«6 qz^oisSa 3d Q SS^ Scs carab qaitsO 

Ci(Sa). 

PLATE 29 - A TROPICAL GROVE 
Inner Ceiiing ~ Asanaguha 

A part of a scene depicting a grove consisting of various trees. The outspread branches full of 
green foliage are seen fluttering against the red background, in a fascinating design. 








©(;J5)C3 30. 6303 

<ricj6c» Bests} taQas — {fo«» 7 sets) 

<aC‘^ Scscrf ffl(5c3 ScD flStD 5csD(3 Sg d£>E»Oai esi<ssaa (ft:saa)<sdis Sdod Sa»a>c3^. <StgOs® <;tsltBO 
c^itsiocl tsQ csOcDis aS)-e6 a. qt^ssd OiDasi tS3(s® ? Sx;cD@d tatsQi^ as^iSeJS® &§Sx; csS) cs® 
(sSSisi (satsiQ^ csi&S. 


PLATE 30 - FLOWERS AND FOLIAGE 
Inner Ceiling - Cave No. 7 

A detail of the foliage forming part of a large composition covering the ceiling of the cave. 
Only the outline of the painting remains, and it furnishes some details of free-hand work in 
sketching foliage. 
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<S>0s3)c3 31. cscn 

Cfit^vn Btsd cBccs — ifota 7 ©cso 

&<;sx^ lats^i^c) cDi3d5<sS>tsi S>€>i§^ aSO isadQis qi^as)d Sdioeocsd z)iDas)iSd 

qssfS^. 

PLATE 31 - FLOWERS AND FOLIAGE 
Inner Ceiling - Cave No. 7 

A depiction of foliage in outline, showing lively movements created by free-hand brush- 
strokes. 
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dCOcs 32. oSSssj, cco csidSQ csogssJ*-®^ 

fficggts ScssjJ c»(5c3 — sasoao oaccac) 

(S&sQcnes &Socd(^ Safca dtsotd aSis oZOtso sctd Scszrf esQSd gOjts Oid&Q, csoQtd^ed csidd^ 
<s&3. D(^ad m 0d(^ Q&t^i (3c3£^(5 dob qa>d dioss (ptssS) q:dsaD c^td&d fm&a) 

<7(5o<Sc3. ®<® <rcpts>de6 oDDsssysS) &;oitd<std chS dD^D ^«g qisd diOtz c^- 28(5 ®3 deg 

S^^Stsf <?idS djJ^ aScsid (sd ax) ssg fajd iszdj js^S oOsrfzii; Stgdguisod m ae&Qjisod 
(pcssexsiStd gtdts <sS3. 


PLATE 32 - DECORATIVE MOTIFS, BANDS, SQUARES AND OVALS 
Inner Ceiling - Cobrahood Cave 

Bands containing a series of stylised dolphins form a major decorative motif in the design of 
the ceiling at the cave. Figurative forms, however, are barely discernible among the 
exuberant scroll-work which represents the tails and fins. The border motif on either side of 
this band consists of a continuous row of squares and ovals, painted in the form of a gold band 
set with green and red gems, sandwiched between two rows of pearls. 
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ixysKi 33. oSSau, a>icka (s^dfstd co) ^caiaud cjnesad 

(h*9Qo> Sssai cBQcs — a&aes^A aganc) 

32 Sffl Oc^esdcf qt^tsO Ci§4^ OicS&Q ao(y^mw6(Sd e> saoOoeS. §(j qikaeaiSci qe^ts>D C(§^ 
ct(^>ts>d*6 aSOtsoQD Och gddQsS) q(y>ts>dt6 aOOtSDOO @(ys <aa&sts tsitses &&eats sad 

tS[& ts9 dO&a O^esed a» cid^fOged exS®}46c3 § Q<jSiC^iai geS &9ococ steto dttseoO aSba 
e3i(^eSS>td ckOi- s®& SoDsd §t^ s<;sa^ cftsd diOea c<; (Sag ^aS>fd& ca cfwSQjtaxS <sv3da)d 

cs&O) dobSaf cpies&Bi s03. 

PLATE 33 - BANDS, DIAMOND PATTERNS AND OVALS 
Inner Ceiling - Cobrahood Cave 

A section of the same design as seen in plate 32. The band, broader than in the previous case, 
contains a similar design consisting of a series of dolphins swimming in what looks like a 
whirlpool or scroll work formed by their own exuberant tails and fins. The border motif in 
this case consists of a series of bands of gem-studded diamond-and-oval designs set between 
two rows of pearls. 
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d)(5t3)c3 34. ggsMt) 

tfiCjgo Bcari c»(5(3 — t3)<3®o«S egcojc) 

Bad Gjcscf S‘^Cj °idiS<S a=cesia-e6<sd &ssoOaiS. ^aa>d& coicj^ m cfeScaisod c^c^ds® 
®a»(g coO cco dtg ci>3 e^« 6 crf ddOd oB Skd^Dd §§iSot^ BoBa 5 < 5 ^ 0 ). ^§tsa£i fd) 

g®)46c3 g(§ sDoSsD sad &s<S(^a>a> €>ak32fad&d a)< 50 G®< 52 d ©S^ atv <paad<3d 

OSagc^ (3c3£^sCarf Si? csSA ^c3 sasigffl ai^S oajaj^ iSaa cvOcsd dcgSiiaxsad &S^ &a soo^so 
§3S Oi<5iB oQdt&d gd &33e$w6aS 3§e>(; OiS^d ®g dQeojB f^Sad ssdS. 


PLATE 34 - MEDALLION 
Inner Ceiling - Cobrahood Cave 

A section of the scroll-painting on the ceiling of the cave. The medallion is bordered by a gold 
band set with diamond-and-oval shaped gems in green and red. The space within the 
medallion is filled with dolphins with stylised tails spreading like exuberant scroll work or a 
whirling current. The composition gives the impression of a pond with a rich cluster of sea 
weeds or a pond enlivened by the gush of water created by sporting aquatic animals. 
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dCiscs 35. 0^c3 cjg fiSra @®a§G!)® ^cSobcsj 

Scatjj cbcc 3 ~ t5><3@o«6 ojcwti 

(7(5o«asa) aODssxiO ^c3«>tsi& m Sedtixs Cfii^a! OidQQ C3^!d&«6a dLcDoS 6^^. dtd dtd Oatseo^csS 
<g>£) gab46c3 @o<5(§ <sad§ csa SSocdq «)aSa23<2c^<3CD!si ax S8^ QadiQss! Sg g<§ axxs) c‘^ 8^o<atstd 
&3 oD&. Oo&xSex d7xS&a a&sdc t^D sd^StS) &<S>3<^ SqOS a§8&@d S&dnt (ys90x 

(a^a <sa<SiDS. 


PLATE 35 - STYLISED DOLPHIN IN ROUNDEL 
Inner Ceiling - Cobrahood Cave 

A roundel which forms the diamond-and-circle motif of a decorated band. The space within 
each circle is filled with a rolling dolphin and its swirling tail in the form of rich scroll-work 
which almost obliterates its form. The adoption of intricate details into firm geometrical 
frames appears to have been one of the special features of this set of paintings at Sigiriya. 
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&QtS)c3 36. eojcDsd djg^ssi g ?ta cjaggp 

Bcssd ©cta — si3®o-«6 egcMcj 

35 Ds3 5^ dcssxsc^ oDStsaSOs) (jasi Ds> ^c3£>d& ts^Dsd s>^£}cs (do) g§ aaafixi g 

eS[dS &zQ^ sc<;ss aSts ^cs &S& dsjS&ca fcj gdD3. cfcdi s^^cjO axs&s'a)’ 

ogact^td Cfi& jjOSsax&S &[(; S(^ Dt^a sa ^c2^id& sirCja Sod^SC a[<; &ea/ 


PLATE 36 - WATER-FOWL IN A DIAMOND SHAPED FRAME 
Inner Ceiling - Cobrahood Cave 

A diamond pattern belonging to the same band as plate 35. Here it is a water-bird with a 
swirling curly tail that fills the geometrical space. The roundel and the diamond are drawn 
alternatively in the central part of the band, with the background filled in with a bottle green 
pigment. 
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